WIREIESS (MAGIN AT I O N 


SOUND, RADIO, 


AND THE AVA N T GARDE 




,( *íif. 



‘♦♦o Ai 














ki* 


* V . 





















dougus KAHM 



INIH<<I<IM IION 


C )[1C 


Ot SOUNO ONCI «‘MOVIO 




d expect to find aniid the aceumulation ot studies ot modernism, p 
modernism, thc avant-garde, and postwat- e xperimentalism, a 

faithtiil at temiincc to che cultural picocoup.uiom of hearing— one ot 
thc two major senses, thc "public oncs. as John *8 e ^ ^ 

them for their ability to make contact from a distance e. 
when one remembers that there are few arts that are mure, lt w 
also be reasonab 1 e to expect a stronger curiosity about earher arOSOC 

responsos to thc audio- and radiophonic technologics that so 
fully submerge us now in a mass-media din. \et the literature on thc 
arts of recorded and broadcastcd sound, and ot conceptual, literary, 
and perforrnative sound, is scant at all levels, troni basic historical 
research to theoretical inodelings. Thus, while other historical fields 
ay be busying themselves with thiitgs more detailcd, the study oí 


mav 


tlie relationship ot sound and radio to the arts is open to a 


t 



ranee 


of investigations, including the most general. 


Only recen tiy ha ve individua 



to 



themselves as sound and sound installation artists, audio and radio 
artists. Only recen tly have they been self-identiíied with projects such 



''S, or of acoustics in 


architectural, environmental, or virtual space. These individuáis 
demand knowledge of their predecessors, and a history and theory of 
sound in the arts. Without it artists will re mam deaf to the spinning 
sound of reinvented wheels, for there is no easy artistic escape from 


deficient diseourse. As part of this project historians might undertake, 
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m wltM ll (Ir l.u l ! lint arlisis Jit| lint t.ikc M I vanl age ol ihr lit’VV possi 
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n-i i > r < lo i f i ¡ 1 1 u I Statlds .is .1 SQUH C ‘>1 bt*W líder iiHMit IK'cds to l>r put 
surtí SmmiI.it 1 s', rvruiv tliat are usually exrludrd o¡ triviahzcd in bis 
tot ii ,il irsrari h shnuld re< cave then tlucj after all, misguided 
aspira tions» tile oddcst oí míatuations, lailrtl .utempts, and uninten 
t | .h t oinplishments t an often he more provocativo than com 
fdrír, final, and llawless reali/ations. Most oí thc events central to a 
f 1 1 s 1 1 ) t v ol so u ud llave be en nothmg but marginal!» on coinvntioiKil 


bistni u al agendas 


But this history presen ts 



den is al , 




els. oegín 


1111114 "lili lili' r.K-t th.U. despile lile eulmr.ll perv.isiveness ot smmd. 
diere w.is no .irtistic pr.ieiiee outside nuisic identifu'd primal ily with 
.uir.ility What took place was required to do so umler otlier auspices: 
M.treel Dnehamp was .111 antiretinat artist wlio focusect on sound; 

Antonio Amad was tnaoy things befóte he became involved m radio; 

Dzipa Vertov took up film after Ins attempts to found a 
"Laboratorv ofllearing” were frnstrated; Piet Mondn.m 



to ru mi na te at le 



on Liugi 



s no i se nuisic; 



tune 


am 


ere is no Ins- 


Burroughs was a writer who cut up audiotape; etc 
tory ofa self-described and autono.nous art in the way one m.glit 
tlnnk of the history of sculpture, no facade ofa purposeful unity and 
linear contmuity. no ongomg b.ographical intrigues and Hbid.nal 
exchanges of influence. As a histoncal object. sound cannot turmsh a 
gooif story or consisten t cast of charactcrs ñor can n valídate ai. y 

ersatz notions of progress or gener 
scattered, fleeting, anc 



miturity. 




it is as pool an object in Ifijf 


rcspcct as son nd itself. 



lew c hállennos to 


j o* * 

Anothei prohlem lus becu the privileging ot music 
is the ii t ol sound ni modern West ern culture.' Modci mst and 
avanogarde arttsts admired thc disjutU tiveness and MnvuU.uveuv utai 

A 

niusu could by its ver y n.iturc perform, the nonobjeclwe natute ol 
iis .luiorefeiontulíty. the d\'n. untes between the rule ot musical law 
and the sublime it adnnnistered, the mystical assocutions music bolos, 
etc. In terms Of many ot the artisiic agendas ai hand, tt\USÍ< hí» 

alrcady auspiciously <\ rrived and, therefore. 
its dominión • wuh one major exception: the French Suiiealists 
antipathy to music. Wesiern art muste proved at best awkwatvlly dis- 
posed to changcs in niass culture and mass inedia, to uew lechnologi** 
cal devclopments. to complex interaction with t o l W , subaUern, ano 

_ ’Hft 4 

ultures. and to overturning its most baste sigmiymg 
presuppositions to rite' degree tliat otber avts woulci, itomcalW, uudev 
take in its ñame. Even this centutys nis>st noted radical attacks upoti 

conducted, as thev wcre, under the sign of noisc and 


non - 



.u n c 


music 


sound — ultimately returned to music. Luigi Russolo's "art ot noises 

m 

was recupcrated imnvediately into the goal of "a great renovation of 
music"; Edgar Várese s "liberation of sound" was a motto ot retreat 
when compared to Russolo’s position; and at the core ot John C. 
emancipatory proiect was a will to mipose musical prece pts upen 
all sounds. The main avant-garde strategy in music from Russolo 
tlirough Cage exulte evidently reiied upen notions oí noise and 

woridlv sound as "extra-musical"; what was outside musical matenal- 
/ 

nv was then progressively brought back into the fold in order to ten - 
venatc musical practico. This stratege^ was, of course, exhausted at the 
potnt when no audible sound existed outside music. But for a sound 
to be "nuisicabzcd” in this strategy, u had to 



to 


n 


U-.ts of somc ity, that is. ideas of a sound stripped of tts associative 
[tributes, i rninimally coded sound extsting iti cióse proximics to 

and distant from the contaminatvng effeets of the 

Id I lio ditcuisive block, hounuful in wrmngs on Western art 


put c peí v eption 
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nted the íusion oí artonc uk\o t 



activmes vi 
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i J i í * m t ! >|(*t I mi ie< ent tlicnry luis bren situated, no in.itiri how askrw, 
m I he weh * <1 t he g, i/r, n nnoi mg, reí leí tion, tlu spet t.u Ir, .iiid olht i 
ih 1 1 l.i t tiitjus^ Y'raially disposed I.mgu agt , luii liet in< u e, l.ivur. 
mg .i I u 1 1 1 1 sotMid ,is .mi iuh|i ( I, hut sumid fimt tions |ioi)i ly ín dus 



I t yr.ll ti |t ( 



m(i s, i ih uhil.it < s, mlthiaUs othei sounds, Ih t untes 


ahsoihcd ,ii id í leí |r< ted by .u tu.il uh)ei ts, .md filis .i sp.u * snnomidmg 


tlu m And tlu’ very attcmpt tu rst abhsli .1 historie ;il oh|e< t , tu undei 
■ 1 . 4 1 1 « | dir ■>< 41 1 1 i < ( 1 1 fjeetmg, and higlily medíated Insiui y uf sumid, 
Ir.uls fu .111 mu li.u .u irrisín si.itr fui s< umd itsell, We aie dealmg ben , 
1 1 < iweve r, w 1 1 1 1 li 1 sí tifie al e ve 1 1 1 s tji.it by 1 1 u m na t ti 1 e du 1 1 ut ( x 1 si 1 f 1 


luvn 


pen epi nal ur phenoiiienal status I bey are nrt essarily ‘til 
U valed unid fije (linter oí tlu seusorumi and episfeme. It is the task 
,,, i|.rv mj( umM.aiK.es, tlu n, fu krep .m eye 011 how at any speeifiC 
niuniem tbc culture oí vjumJji y mipmges upoii th‘ icalim oí sumid 
.md hrarmg as we speak ahoul liie/m 1/1 my own attempt to ti iic.li. 1 
sí ote sume farger aUribufes uf tlu history oí sumid and radio íu tlu 
;,v,ií)/ garde, i w 1 1 I ítrst jmint tu vanous artisíit links to sí/tmd ir< urd 
jfig i/ ■* Imologíes and tlien propuse a v heñía uí f 1 1 1 CC íigurci 
/pera ti ve m r he trts sime tín* late Mínete* mh ‘entury. I hese two 
pp/oaíhes a fe noí meant fo disphu'- tlu more ' omplex analyse 
CCtir U local levéis hut are mstead olhm d he re as otlu r mearis uí 
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w htc h was romurrenr wirh the pilono 

|H4pj)i‘ ' a pt 1 m e ( >f v>iiii'l ifl du late muí ti ( udi 1 * uimy, tu * unt m 
j u h a 1 y media a 1 1 s , the < onueí 1 1 < / i i Ik t vee 1 1 st im id and 1 ' 1 h 1 tul 1 < 


endured. In f u i, wé OI ll y hepin (O 0 


allv I 


lea? 


tiluiuf sumid as a ( Ul 


Una! rnlíty with the mttudtlCtíOll OÍ CfW ji.ih < tjdiuiie and ! dmm 
plionograplt right tuto the itiidst t>f aiccud.uit mudeim ' and a».mf 


p.udr < ulture. I he ummg * 



1 was perhap* no i uincidenCC 


í( >i 


here wa 


1 m.uhined lusmii uf or.ibty and litej.My 
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1 1 tistic/cuitural incídtltff OÍ Sí*niid P< r * alid thus a Íorcgi ouilílí itg 

oí the isolation of othff pcrceptual ohjects and oprrations, tlu* first 

fCttini oí the leifsame VOM e as had bren CUpei temed with 

die miriored ía< e $Í 1 )í c tile ftrst iclf c ons< ioMsness oí the spe 
1 ota) 1 / 1 ng (urmi/(op i a uí al) artd cvery SOtnid, a ph*mtníle that tim 

se wuuld expansively reproduce itselí tlnmiph exthanges 
amid ns newíound elemental state~a technological mcursrun mto 


íes, tli 


ni tts f our 



ConmimiM atioil dufíflp the lie 
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expansión. 

The phonograph provoked tnany responso from 
wírhin di* aro no matter whcthcf Of not tt could be empi<iyed as a 
ie< ímology in the makmp oí art I lie ideational rnission of the 
phuiiograph, m íact, totally í>utstripped any practical applicatíon fot 

tur 1 1 s conceptual ímplicatíons wete inucti more 
s aml workahle than its actual rneclianics. Savc í<»t 


d< 1 .ules i 


u ( t 


set essihle. 1110 




en up ín the arts 


ian mstam ev, the prioitograp}» was Simply not tí 

a i. -1 concern; thefe werc no portraí mstead, by making the 

l.i 1 Híi betwecn humnisand machines, wrítíng and vok human 
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frighlcn^ thc nttntot witli íts oven inore liornMe plioncnics. Iir.it 
l), ( . phono^raphíc volee Coiilil live 011 -líiei the liody t li.it I). id oti^i 
n.illy Jíiven iim ■ lo ilx- vmcr It.ul died providcd ilie tliemes oí re.im 
m.tfioii oí (lu il> ..I (..mui m lioth Maurice Rcii.irds Im Morí n !<’ 
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Mnmetn takes on thc role ot thc phonogtaph by cnatimg» OT\Q 
utatopoi'in teportage s't the 2dNC* í 1 HJ* í I í t 

fiiriibif.tía ot thc machine gun*. and other st>u 
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widcspre.ui influente oí this poem, espccially ín íts relación to the 
whole gen re of parole in liberta — “ Words-m-freedom were born on 
two battleficlds Trípoli and Adrianople” 5 - — can be followed into two 
importan! trends within che subsequent avant-garde: noise rnusic and 
sound poetry. Luigi Russolo’s 1913 “The Art of Noises” manifestó 
contamed Marinetti s report froin Adrianopolis under the guise of a 
personal correspondente and used it as a key rhetorical element; in 
fact Russolo s 1916 book of the same ñame contains a chapter enti- 
tled “ The Noises of War.” Likewise, in Zainch in 1916, with the war 
all a round, Hugo Hall liad Marinettis parole in liberta as an inspiration 
for las faino us Dada sound poetry performance at the Cabaret 
Volt a iré, Th us, to the myriad ofother tess unseenily influences 
alreadv acknowledged by historians that had a formative role on the 
avant-garde, experimental rnusic, /íníifmNe, and sound poetiy in tliis 
century, there must be added Marinettis phonographic celebración of 

militarism. 

The va lid i ty of utilizing actual phonographic tech- 
nologíes within artworks was recognized by many artists central to the 
history of the avant-garde, as it lias been written. Among them was 
eludíanme Apollinaire, who, in bis last inajor essay betore bis death, 

• l'lu- New Spirit and the Poets” (1918), criticized Marinettis ono- 
matopoetic practices oícarrymg the “new spint to excess”* Excess 
ostensibly results from the reduction of poetry to a “kind of imitanve 
harmony that would not even have the excuse of being exact.’ 7 

/ <» least, cannot conceioe of a poem cmsisting mcrely of the imitación of a 
Ifce that cannot be associated with any lyrical, tracal, Ot emotional mean- 
inq If sonte poets indulge in this gome we tnust see in it no more than an 
exercise, a kind ofrough sketch of elements to be tncluded in somegmen 
uvrk The "brekekekex coax” of Aristophanes Frogs is nothtng tfU p 
rated from the playfront whkh it deei.es as cornual and satirical «— 
77, e “iiih ” of Fruncís Jammes’s bird uttersfor an caire Une is a pa try * 
tive harmony ifá is divorced from the poem whosefantasy a hclps en anee. 


“Why,” asks Apollinaire, “would anyone want to 
verbally imítate worldly sounds such as the Futurist-like whirring of 
an airplane 5 when auditive reality will always be superior? Ü one 
were truly interested in creating an illusion of auditive reality* the 
phonograph could better perform the task. Conceivably, imitative 
harmony might play a certain role, but it can serve as foundation only 
for an art that will make use of machines. For mstance, a poem or a 
symphony in which the phonograph will play a part might well con- 
sist of noises artistically chosen and lyrically combined or juxta- 
posed.” 10 Apollinaire, perhaps because of the phonographic quality of 
bis “conversation-poems,” foresaw a future where the “new spint” 
would be tied up with technology, where the phonograph and cin- 
ema would “be the only forms of reproducción, and when as a result 

poets will enjoy a freedom hitherto unknown.”" 

The inevitable march of technological devices also 

...formed Kurt Weill’s attitude toward radio, but mstead ot providing 
ncw tools or conditions to set free a certain class of artists, as Apollinaire 
diought would be the case for poets, Weill felt that an entirely new 
.,n form would come into existence. The meteonc nse ot radio m 
.... Weimar Republic prompted Weill to wnte in 1926, “Wuhm a 
rcmarkably short period oídme, radio has become one of the most 
essential elements of public life. Today, it is one of the most fre- 
quently discussed topics among all segments of the populadon and >n 
,|| organs of public Opinión.”» Yet it was still too early to “foresee 
what new types of instrumenta and sound-producing devices may 

develop,” but diere could be no “doubt that the precondidons for the 
, k vclopme.it of an mdependent amstic genre of equal suture [with 
the othe r artsl are present.” Just as radical proponents of sound film 
warned against usmg it snnply to reproduce theater, WetU argued that 
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neo- Pythagorean ideas wherein the physical laws oí vibiannp ^nin^s 
reverberated to harmonically map the Universe» oet ult ideas of a eos 
mi< i oordinadon of essences, and scicntific ideas thai sonnd and hght 
were disdnguishcd by calibrated degrees oí the speed of vibración. 
Actual sound otaurrrd m syncsi Ihm a alittost entírely as ele n u* 1 1 1| of 

SpCCt li and mirar, two sonit an a', that huttMlHS uüntti iatb< i iban 

I, l li<’ jdionograph iti 1877 introduced the faet oi worldly sound 
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werc rtot entertaincd throuKh conr c 



objecthood and corporeal- 
ity, a* commonly done wuhm tct.hnological discourscs durrng thc 
^amc time And the idea of an autonomous **sound“ had to wait for 
thc leveragc of phonography to be fclt wuhm <ultm< A <1,-. ...I, uno 


the rwrnttcth centurv. at 




i use 


> of tlu* major cultural incursión of 
n prive figures, Marccl Ducham^ m hís comepuul appm.uh to 

Souud and «uiraiity, saun/cd thc inability of vibi.ition.il spacc to gen- 
crate objeets and bodies wuh his idea for an acoustic Venus de Milo 
a life all her Wfl but existing in neither stone ñor flesh .. 2¿ Kaymond 

R o ustel similarly satinzed synesthesu; in one of Ins novéis, the muios 
f flowcrs called out into a ravine echo baek accompanied by their 
respective icents í his, of course, did not prevent thc concurrent or 
mbsequent repetición and elaboración of svnesihetic ideas wuhm the 


arts 


Although most figures oí vibración evaporated out 
mto the hcavcm, ir hould be noted that an excepción can be found 
i f i "Ka ’ (1915), a story by the Russian Futurist poet Velmnr 

te story employed the type of determimsm and uni- 




Ví.Tsaíítv found ; r ¿ s. nesthesn. but at least it was 
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I that U rnanaged to ftay on carth. K.t is a mythic figure. 


a time Craveler cipa ble of taktng difíerent forms, “the souls shadow, 
lis double, its envoy to the world some snoring gentleman dreams 
of.-M Well inte the story Ka is a bird flying near thc source of thc 
Nilc t wherc he joim a í irc k of apes who sit around a fire reminiscing 
a boui the Roe bird "Míen Ka fashiom an oracular lyre, a rnnarkable 


tnurumcu 


usmg a Pythagorcan correlación hetwccn musiul tone 
and histórica] chronology, dcrived from Khlebnikovs lables of 
Destimf a set of calculaíions mappmg the temporal relationshtps of 
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past events. 
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t&rite- .r rrarr error TÚS hope .-parre hora, prerrsea on earlier 
tdeü of universal alphahetr . rre«l$elves based upon the hope that 
the Biblical lost language hadjust becn misplaced, was coníirmed by 
the wav sound was linally brought into the visualist and scriptural 

4 * v 

logíc of Western culture. The phonograph pronused that a 11 and any 
sound whatsoever could be created ‘‘without being uttered!” as 
AJexandrov enthused.-* “Without being uttered” meant not spoken, 
not played nuisically, espeaally not by wind instrument. Inscripted 
sound. ín other words, meant something distant from the conccit of 


nothing-biit-consciousncss, from the nccessity of human ageney and 
metaphysjcal presence. *T hts was a sound that could be givcn up to 
the content of the world ¿jtcecding human conccrns alone, capable 
of invoking an ostensible “nature” that was not uttered witlnn the 
familiar bountis of human spcech or musu al performance, while at 


the same time being subjccted cven more efTectivdy to the machma- 
tions of inaferial culture. 
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f not 1* asily re adai ble, such as the reconfigur^ 
on magnetic audioupe. It becomes difficult, 
i thines at a subcellular scale without an electrón 
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n is iust th is type of scientistic thread that 
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iy agenda: anything can grow from a seed you can t see. 

1 ,,ther importan! relationship between the submerged 
ot sound and objeets and bodies: insenption establubes the 
, of “surfaces” in the interior that, in the process of read 
01 wriúng, mav break through the skm or reconfigure the body 
the .itionialous bodies in Burroughs' svritings). Furthermore. as 
I genetk engineering. scxiting is a seed trom which entire bodu s 

but there also exists the possibility of severe inutatio 
„tv. and destruction, set off simply by the act of readmg and \sr> c 
ing, 01 bringing the text to light, of turning a body mside out to 

the insenption, a violence that accompanies the technologiza' 


II tío 


til 


i.i\ 


1 V [ H iSC 


1 1 1 » 1 1 l 


,1 the body and the abeyance ot sonic movetnent 
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The most pronounccd impression produced by t 1 ^ 
■ibration was that of spatiality, whereas insenption reduted 
mace into impressions upon a surface. Despite the tact that 


, J I 

tjon il -pace \s-.is ultimately an ordered one and could exist in 1 


1 r ti 3 1 

,/c d representation alone, it did simúlate the acoustic space ■ 

sound both creates and mhabits. The problem was that actual acoustic 



in harinonic 



mchided bodies and objeets rarely 

tionship with one another, and rife among real acoustics were no 
that raise havoc with any attempt to structure a system. hl« 
technologicaUy meorporated noises and mundane sounds 0 ^ ‘ 



objeets and bodies but al the expense oí diminishing the “vibraney 
ol sp.uv, its cxpatiMVeuess and mobility, its 


tí 




t s, into 

c ipher, sia , and autonomy. Figures o f vibration lived in the space o f 
an imaginary world, whercas figures of inscription 
space of the real world. 

Figures of transmisión cornbined aspeets of both 
vibration and inscription, fusing the spatial fe a tures of vibration with 
the objeethood and corporeality of inscription, but exceeding them 
both i n terms of complexity. Transinission could sitúate objeets and 
bodies in i n ha mío me, noisy, and terrestrial relations without con- 
suming their autonomy. In the harmonios, chromatics, and 
syllabic/phonetics of vibrational space, the autonomy of an object 
was always consurned by the existence of another object being mani- 
fested through it froni a distance; whercas m transrnissional space the 
object was ostcnsibly repbcatcd m ítself as it was transponed over an 
equivalen t distance; that ¡s, d)scn\bodimcnt meant that an object or 
body existeci in two places at once, as opposed to object: or body 
referring to a corresponding color, tone, affect, etc. Vibrational space 
that had existed only in represen tat ion was given breadth and depth 



c riss Crossing space, 



somc 


once again by a, sí 
content and the objeets that liad been demobilized by inscription in a 

vanety of manners, internal and extcrnal, point—to— point and cen- 
trípeta! narrowcast, broaclcast, to and from an isolated inscription, to 

íes, to and from objeets and bod- 




and from inscripted 
íes, and to and from the spaces 
other words, transmission was basically the return and invigoration of 

objeets and bodies that had been fixed by inscription to the ¡ ¡ 
implíed by vibration. 

Transmission also implíed a proliferation and diífer- 


entiation of objeets and situated them in a totalizing notion of space. 
This particular charactcristic can be explained by distinctions 
between phonography and wireless/radio. Phonography established 
the objeethood of sound and the ability to replícate a myriad oí 
objeets, but it el i d not strongly miply sounds from a distance. 


Wirelcssness ímmediately meant great distances, thus all the refer- 
* m es to the expanses of the oceans, to crowds, to other lands, and to 
th< otherness of the unexplored globe. This giobalness was finally 
den irmned, however, within the framework of where the technology 
w.r footed poli cically and historically. Yet, this newfound and newly 
populated space was not acoustic; the distance between replicated 
übjc< ts was a vacuuni that collapsed space to an ideal of instantaneous 
ti msmissíon and reception, a conimunicatíon without medíation. 
Sound existed at either end(s), but in between therc was 
. i Ir n< e, reduced to the trajectory of a signa). This s truc tu re was 
mu ijiopomorphized in severa! accounts of radio anci transmission in 
n nal to idea.s of unmediated communication, thought transference, 
tgnal as corporeal sensación. A 

heavily ínvested with human fears and desi res was eleva ted to vítalis- 
iii , prosthetíc* and necrotic trepes a$ when, for instance, F: F. Marinetti 
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i m 


1 1 1 1 1 Pino Mamara, m their 1933 Im 
volnmi*, proposed an artistíc materíality that would be “a puré organ- 
dí radío sensations,” or when Khlebnikov in “The Radío of the 
i iimir" foreteíls of long-distance syncsthetíc healing without medí- 
ind the transmission of an a n them of strength in producción: “ít 
known laM that certa in notes hke Ma’ and *tT are a ble to increase 


1 1 1 < 


i a 


niii .i ular capacity, sometimes as 



:h as sixty-rour times, sin ce 



thi< ken tire inuscle for a certain length of tune. During periods of 
intense hatd work 1 ike summer harvests or during the constructíon of 
|.<! ii hnildings, these sounds can be broadeast by Radio over the 
( dtire < omitry, mcreasing its collective strength enormously,” 27 

Obviously, that transmission was restricted to carthly 
mi i lid not mean that its was ímmediately wrested from the cosmos; 
ni n\id, ni earlv cncounters one can find quick recourse to the spiri- 
1 1 t noiious of vibrational space. The Polish artist Stefan Themerson 
apabk* ot rccuperating radio noise in a figure of vibration: 


\ • i 


' VV lien 1 was 14 (m 1924} I built myself a wireless-set . . , what fasci- 
iiii 1 * i im*... more tlun the fact of hearing a girl’s singing voice com- 
ii i ( * in my carillones (rom such sti.mgc places as I Iilversum, was the 


noise, to me tlie Noise of thc (Celestial Sphcres, and the divine inter- 
ference-whistling when tuning. It became an instrument for produc- 
ing new, hitherto unheard sounds, which at the time no person 
would have thought had anything to do with ‘music,’ ” 28 

In another instante, André Bretón, writing his “Ode 
to C 'liarles Fourier” in 1945, late in the age of radio, teased the grand 
harmonios of Fourier down from the stars and navigated them across 
the diapasón i c seas of an invocatory keyboard: 


Fourier what have they done with your keyboard 
That responded to everything with a chord 
Setting by the movements of the stars 

from the capers of the smallest boat on the sea 
to the great sweep of the proudest three-master 
You embrace d unity you show it not as tosí huí as totally attainable 2<) 

just thinking about this oceamc expansión to all ends 
of the earth and the possibility for íts instantaneous and simultaneous 
comrnunication to a single moment of consciousness meant that thc 
potent forcé of an unstructured, chaotic space was sent hurthng down 
onto individual means of expression, splintering them into fragmente. 
Marinctn’s "wireless imagination” credited wireless telegraphy with 
the collapse of syntax and analogy in parole in liberta . All conventions 
of relationality, traditionally confined as they were to local and man- 
ageable structures and compansons, would break down once the\ 
were bombarded with a global infinitude of possible reladons, all 
, t riving at once with a newfound speed having “no connecting 
wires ” 3Ü Wirelessness also operated less violently in Guillaume 
Apollinaire s 1916 story “The Moon King.” In it a traveler seeking 
shelter is drawn into the subterranean passages of a mountain, where 
he hears sounds from a remóte room. He finds there an elderly man 
he recognizes as King Ludwig II ot Bavaria, thought to be drowned, 
sknng at an unusual keyboard instrument. When a key is pressed, 

Japan at dawn is heard. 


I ln‘ flawlm microphones of the kittg’s device were set so as to bring in to this 
uftilí reround the most distant sounds terrestrtal Ufe. hach key activated a 

4\ 

mkrophom set for such-and-such a distance, Now we were hcartng a Japúttesc 
* iuntty side. I he wind soughed in the trees — a vtllage was probably tlure, 
hn.ittse I heard servan ts’ laughter ¡ a carpenters piarte, and the spray ofau tey 
falL Then another key pressed down, we were taken straight into tttoftt- 


ir.il i t 


tu* 


the kíttg % rceting the soctahst labor oj New Zealand, and / heard geysets 
pnvtng hot water. Jhen this wotiderful morntng continued in sweet Jdhiti . 
/ Inr ur are at the market in Papeete , with the lascivious wahinees oj New 
< j'thrria wandering through it — you could hear fheir lovely guttwal ion- 
ni, toe, very ntuch like ancient Creek. You could also hear the ( Junes * stlluig 


1 1 t i , { d 


fin-, Imtter ; and cakes . The sound of accordions and Je w’s harpsT 


l < * I i -i 


I ! ( > 


iraní in the United States, urban m ¡ of Chicago, vessels 
ny thc Hudson, prayers for Christ in México, carnival in Rio, a 


1 1 1 1 ii 


< * ti < 


I 1 1 ) t 1 OI 


p in París, a chorus m Bonn, hand gantes in Naples, and finally 
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uncorisciou#^ buc the action oí the uticonsctous itself its voice. 
was delivered to the Surreaiist bv \\a\ ot a raviiophonic narrowcast. 
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sión oí poeti y or a return tu it radio advertising. “I threw myself pas- 
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adaptmg words to music, oí fabncating seinences, proverbs and mot- 
coes for advertí >ii i g, the prunary exigeney of thís work being a return 
to the peoples taste in the way of rhyme” 42 As his wife, Youki 
Desnos, recounts, “ l\obert s ambition — and how many times he 
repeated it to me — was outside of his puré poetíc work, to create 
songs which could sweep through the streets, to be whistled by a boy 
pedaimg a carrier tricycie, for exampie, or murmured íforn ear to ear 
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